Abstract
Introduction
In the late 1960s, a theoretical debate appeared in the Turkish film magazines between the members of Turkish Cinematheque Association and a group of young Turkish directors who defined themselves and their work as the advocates of the National Cinema Movement. The main argument of the cinematheque group of film critics was that until that time (1964) not a single original work of cinema had been produced in Turkey. All that was produced were cheap imitations of Hollywood films and original contribution from Turkish filmmakers would come only after the creation of an educated elite cadre who would be familiar with world masterpieces of cinema and appreciate great masters of film. Their opponents, the young Turkish directors such as Halit Refiğ and Metin Erksan, were 
The Concept of National Cinema
The definition of what a national cinema stands for is somewhat problematic. On the one hand, the site of production can define the nationality of a film but, on the other hand, the site of consumption and the response of the local audience may also be important. That is to say the questions of who makes the films and where they are made are as relevant as for whom they are made and where they are consumed.
Yet another important aspect is the worldview of the films that were presented to the audience. In Andrew Higson's words 'what sort of national projections do they offer?' (Higson 1989 : 36) Do the stories told; the characters portrayed in national films reflect something inherent in local culture? All these questions are relevant in the Turkish context. Turkish cinema does not have a long history compared with its western counterparts.
Between 1896-1914 film production and exhibition belonged solely to French, German and American companies. The first film shot came with the declaration of First World War. The ruling party of the period, İttihat ve Terakki [Union and Progress], decided to implement a nationalist policy on all areas of economic activity. Thus, Turkish filmmaking was encouraged whereas foreign companies ceased to involve in the Turkish market for a few years. In 1923, a new Republic of Turkey with a nation-state ideology was created, and the policy makers preferred to utilize western arts to achieve a rupture with the old communalistic imperial past.
Ballet, classical music and theater became favorite forms whereas cinema was left out by the authorities. Cinema remained an expensive elite art in the hands of a single man, Muhsin Ertuğrul, who dominated Turkish film production between 1920s and 1940s. As Ertuğrul was a man of the theater, the films he produced were adaptations of western European stage plays and the cast were actors from Ertuğrul's theater (Arslan 2011) . Until 1949, the number of films produced per year remained very low. Between 1914-1947 only 67 films had been produced in Turkish cinema (Özgüç 1997: 9-22) . In 1952 61 films were produced in a single year. This should not be imitating Hollywood films or producing an alienated high-class art cinema. A concise but somehow subjective account of the movement can be found in this book. This was a famous novel adaptation by Halit Refiğ. Turkish state television TRT sponsored the project, but a few months after completion of the project, the military government decided to burn the negatives of the film because of film's political message. (Refiğ 2009: 96-97 ).
The new cinema should rely on traditional Turkish arts and narrative forms. This group and its opponents, the cinematheque group, who supported the superiority of western cinema had several debates that even led to the use of swear words. (Özgüç 1995) . He began writing film reviews in 1948. He got his BA degree in History of Art from İstanbul University in 1952. As noted by a critic, he was the only director of his generation who was directly exposed to the national education system and to a major related to his film career (Kayalı 1994: 72) . The other directors of the movement Halit Metin Erksan is the most outspoken, stylist and dedicated film director of Turkish cinema. He is the first to organize film sector in Turkey and first director to win an international award for Turkish cinema. As one Turkish critic says: 'The auteur concept of the New Wave is, I think, especially created for Metin Erksan' (Kayalı 1994:88) . This is because Erksan has become the first and foremost director to claim total control over his films in Turkish cinema as he openly declares in one discussion that 'they say cinema is a collective work. I say no! Cinema is the work of one man only: director is the god' .Cited from a documentary on Metin Erksan's art of filmmaking by Kerime Şenyücel in 1995.
Members of the
Erksan is a conscious film-maker that is he has theoretical considerations on his plots and carefully prepares his visual themes. In other words, while other filmmakers of the period preferred to touch upon the surface of the themes of east-west, modernization-migration, and role of women in society in a superficial way, he did not yield to everyday economic realities of the period and pursued his studies to the human nature deeply. In every Erksan film, one can identify the melodrama the thriller and even the comedy of the period but all of these were employed to illustrate his point better. We will analyze Time to Love as a quest to discuss eastwest discourse inherent in Turkish modernization. is afraid of reality so much that he prefers fake, the imitated version of reality. We also have Derviş, Halil's friend both as a Sancho Panza figure and as the alter ego of Halil.
Since our topic is limited with national cinema, we will leave out the above mentioned approaches and concentrate on the theme of east vs. west in Time to Love.
Halil the painter takes the art of mimesis to its extremes in Time to Love. Time to Love as a work of National Cinema As mentioned above, some of the Turkish directors of the 1960s used cinema as a medium of narrating the nation's values. Using the parameters of production, exhibition and formal properties on Time to Love, we will illustrate that it is indeed the work of a national cinema. The film has been depicted a stereotypical Yeşilçam film by Donmez-Colin (2014: 280 ), yet there are many layers going beyond clichés in the film.
As regarding the site of production, Time to Love is very much a national film. It is shot entirely in Turkey, and the members of the production team are Turkish. It should be noted that in the history of early Turkish cinema, nearly all of the production team: lighting, photography and sound recording were done by Greek and Armenian minorities in Turkey, partly due to the reason that, until the 1940s, all technology and trade were controlled by minorities and partly because until 1950s cinema was not seen as a profitable sector by Turks).
But in terms of distribution and exhibition, Time to Love met some difficulties. In Turkey, the producers do not have the capital to produce film. Instead they find credit from the theaters; that is the owners of film theaters lend money to producers. By this way, the theater owners experienced a high degree of control over the products. They could specify the cast and even decide on the plot of films. This system is known as the bond system since the producer signs bonds of debt to be paid after the theatrical release of the film (Kırel 2005) . Time to Love was not sponsored by the bond system. As a result, its creators were free in artistic terms. But again because it was an independent feature, the theaters did not view the film. So Time to Love did not reach its target audience. Therefore, some critics call the film as 'doomed' (Scognamillo The use of the images of the city is also underlining the east-west dichotomy presented in the film. Halil is always seen in the older parts of the city or in nature whereas Meral lives in the newly built apartment blocks far away from the ancient city of Byzantium-İstanbul. But later as their love develops the lovers are forced to enter the other part of the city.
East vs west motif is also reflected in the film's soundtrack. The film score was composed by Metin Bükey, one of the leading original composers in Turkish cinema. It is obvious that he has made a choice of using Turkish classical music and its note combinations throughout the film. The scenes with Halil are richly decorated with Turkish Classical music.
Halil's friend Derviş always plays the ud, an eastern string instrument resembling guitar.
Whereas Meral is seen with classical western music or disco music. She listens to Bach at home and her friends dance in disco music at her wedding.
Conclusion
To sum up Time to Love is a work of national cinema in terms of its content. It could not be viewed by Turkish audience in the year of its production, so in terms of production and exhibition it seems to have problems. But after 20 years of its production it has formed a cult audience through another medium, the television. Time to Love tells the stories of two lovers that represent eastern and western values in an attempt to reconcile, make a synthesis like Turkey tries for the last two centuries. Also, Time to Love is the work of a director who believes that the director is the sole creator and owner of the film. Although Metin ERKSAN belonged to a group that had the self-acclaimed name National Cinema Movement, he also had his vision of the universal as well as the local. His humanistic approach to eastern myth in Time to Love is, in fact, the reconciliation of western art in the Turkish context through his unique work: Time to Love.
Love at its most abstract in Time to Love
